in a closing line. The text from Abut Dhu'ayb's diwdn is shorter (9 lines) and thus more fragmentary, nevertheless it presents the aspect of a carefully constructed, finished poem. We do not know whether the sequence of verses has been selected by the poet himself or by a sensitive transmitter, but it seems to have been done deliberately so as to produce a certain poetic effect. For this reason I decided to treat the two versions apart, and to accept Abui Dhu'ayb's text as principal basis of the analysis ( = version A). After discussing it line by line, I shall examine the text of the Aghdni ( = version B) in order to find out whether it adds to the results of the analysis or contradicts them. 9. And if I find my enemy loving you, then I love him, whether he belongs to your tribe or not.
Line 1
The two hemistichs of the first line contain separate statements and will be examined apart. The poet begins with an invocation using a wellknown formula of the nasTb with a slight variation (ya bayta Dahmi'). I. Lichtenstadter in her study on the nasTb lists it among the formulas of introduction, quoting from an-Nabigha adh-Dhubyini: Yd dira Mayyata.8 But instead of the camp-site the poet addresses the tent of the beloved, and he adds a new motif (alladhz atajannabu), for it never occurred to the pre-Islamic poet to avoid the place where his beloved was dwelling. The notion is common in the ghazal, however, the accepted reason being that the lover wants to protect the woman's reputation. There is an interesting parallel in a poem of four lines by Jamnl, who at the beginning employs a curious variation of the camp-site motif: "Are you avoiding this camp-site or are you visiting it? But what is the use of visiting a camp-site whose inhabitants have left?" (a-tahjuru ludhi r-rab'a am anta zatiruh/wa-kayfa yuziru r-rabcu qad bina camirh).9 After two more lines he applies the same verbal opposition to the tent of the beloved: "I saw you visiting the tent whose inhabitants you hate, but your heart is in the tent you are avoiding" (ra 'aytuka ta ti 1-bayta tubghidu ahlahulwa-qalbukafti-bayti lladhz anta hijiruh). In this poem the original function of the motif has lost its meaning. The CUdhri poet does not need a deserted camp to be reminded of his beloved, nor would he forget her after continuing his travels; she is always in his mind. We further note that the three elements merely alluded to or implied in the first hemistich are united and elaborated upon by Jamil: the abandoned camp, the tent of the beloved, the avoidance of her dwelling. The last motif doubtless results from a change in social ethics, but it also implies an emotional conflict, for the poet refrains from doing what he most ardently wishes to do. I shall return to this point when discussing line 2, where a similar conflict is expressed.
The second hemistich leads us back, or so it seems, to the familiar atmosphere of the nasib. The complaint of old age and failing success with women is one of the most frequent subjects of the qa,ida. However, if we compare the carefully constructed antithesis (dhahaba sh-shababu wahubbuha ldyadhhabu) to the treatment of old age in the nastb, a new attitude will be perceived. The poet of thejdhiliyya reacts in two slightly different ways to the experience of growing old. He complains of the fact that women laugh at him and do not take him seriously any more, and then begins, by way of compensation, to remember his youthful pleasures and adventures, and to boast of his former success with women. Thus the motif serves as a transition to self-praise (fakhr). The second attitude consists of the initial complaint, too. The poet wonders why he still feels longing and desire, although he must realize the futility of his hopes and wishes. He consequently resolves to forget love and women, and turns to other objects, his excellent camel or his weapons, for example. Both motifs have a definite function in the structure of the polythematic qa,ida. At the same time they indicate a concept of love that is fully in agreement with the system of values advocated by pre-Islamic poets. Love means pleasure, possession, success and social prestige. It seems foolish, therefore, to continue loving a woman, if none of these objects can be achieved. When separation is imminent, the poet is expected by tribal society to "cut his bond". Statements to the effect that love does not end are rare and merely made for emphasis, as in the following verse by Zuhayr ibn Abi Sulma: "The heart of every lover finds consolation after parting, but my love for you is not consoled" (wa-kullu muhibbin ahdatha n-na yu Cindahu/suluwwa fuiddin ghayra 4ubbuki mi yaslu). 10 The negative particle mi used here with the imperfect tense precludes any reference to the future. The poet is concerned with the present state of his feelings only.
If we compare the conventional attitude towards old age with the idea expressed in line 1, we observe a manifest change of reaction. The passing of youth, the transitoriness of human life, finds another compensation, the continuity of the poet's love. The second part of the antithesis (wa-hubbuhd ldyadhhabu) refers to the present, but it is possible to apply it to the future as well: "And my love for her will never pass". The translation is supported by the context, as I hope to show, but it is also in accordance with the concept of love expressed in the c Udhrkghazal, where love is valued as an experience independent of success and prestige, and set against separation, old age and even death. Thus Jamil says to Buthayna: "My heart will love you, as long as I live, and when I die, my soul-bird will follow your soul-bird among the graves" (yahwdki mi Cishtu 1-furadu fa-in amut/yatbac padiya ,addki bayna l-aqburz).1" The anti-social tendency of this concept is evident and has been pointed out repeatedly in modern research. The bedouin hero of the jdhil4yya conforms to tribal ethics, while his vitality and vigor assist him in overcoming the adversities of love. The poet of the ghzal advocates the rights of the individual, but his protest against social demands remains passive and is finally selfdestructive. His defiance of society is equivalent to a negation of life.
The factor of time will be discussed at the end of the analysis, but I should like to draw attention to the fact that the verb dhahaba in this line is the only verb in the perfect tense throughout the poem. The two other forms in the perfect (qurribat, sakanti) belong each to a temporal clause introduced by the particle idhd. They denote repetition and continuity of action and virtually represent the imperfect tense.
Line 2
In the second line, either two independent situations or a sequence of two situations are described. The poet reflects upon his own strange behaviour. He is sad when he should be happy for his beloved is approaching (md If ahinnu idhidjimiluki qurribat), and he turns away from her when the occasion for a meeting appears most favourable (wa-aouddu canki wa-anti minni aqrabu). The commentary explains that he wants to protect his beloved from slander. As in the preceding line, his behaviour is motivated by social considerations, but the wording suggests, in addition, a more subtle meaning. For the poet not only states his reaction, he also alludes to the emotional tension, the conflict of feelings in which he is involved. Here, again, the contrast to the nasib is manifest. In thejdhiliyya love is envisaged as powerful and even violent, but it has only one dimension, as it were. Complicated emotions, ambivalence of feeling, are not yet realized and described by tribal poets. In the ghazal, on the other hand, the paradoxes of love are a favourite theme, as evidenced, for example, in the verse by Jamil: "When she is near me, my longing increases, and when she is absent, I am sleepless because her abode is separate from mine and remote" (idh/d paqabat zudtu shtiyadqan wa-in na-'at/larqtu li-bayni d-ddri minhd wa-li-l-bucdz).l2 Reflections of this kind presuppose a shift of attention from the external world, the pre-Islamic poet's main concern, to the level of subjective experience.
Line 3
The third line is more conventional than the preceding verses and may be treated briefly. The poet's exclamation and his two questions (li-lldhi darruki hal ladayki mu'awwalun/li-mukallafin am hal li-wuddiki mallabu) are in harmony with the emotional atmosphere of the poem and heighten it, but similar verses could be found in pre-Islamic poetry as well. Within the nasTb, however, the questions would be merely rhetorical, the expected answer being in the negative, whereas in this context we may assume that the poet expresses his hopes without necessarily anticipating a negative answer.
Line 4
The two hemistichs of the fourth line are loosely connected and serve, in different ways, as an expression of the poet's Stimmung (mood). The motif of the dove whose plaintive voice excites the lover (tad'ui 1-hamimatu shajwahdifa-tah-junt) is frequent in Umayyad love-poetry, but exceedingly rare in verses of the jihilyya. It is even possible, I should think, that the few examples we have are not authentic. For the early poet does not project his feelings into his surroundings; the romantic attitude towards nature whereby every object is imbued with the poet's emotion, is characteristic of a later age. Even when watching the lightning from the direction of his beloved's abode, he does not dwell on longing and sorrow, but soon turns to a lengthy and detailed description of a thunderstorm. Another pre-Islamic motif, which may come to mind in this connection, is the "raven of separation" (ghurdb al-bayn). However, the "raven" can hardly be regarded as an analogy to the "dove of the thicket" (hamimatu aykatin), for it belongs originally to the magical sphere. Like other animals, especially birds, it was employed in soothsaying, and it still had its magical connotation in the nasTb, I believe. Later, of course, it developed into a mere symbol of hopelessness, like the famous "Raven" of E. A. Poe.
The second hemistich contains the only metaphor of the poem, a beautiful image, by which the poet's longing is compared to a herd of camels returning home at night (wa-yarzi4u c'zibu shawqiya I-muta`awwibu).
The image was certainly not invented by Ibn Abi Dubiikil. We find it already in a qapfda by an-Nabigha adh-Dhubyani: "And a bosom, to which night leads back its sorrow grazing far away" (wa-,adrin ardha l-laylu ceziba hammihi)." An-Nabigha is a late poet (d. after 602) who, because of his relations with the courts of HIlra and Ghassan, lost some of his bedouin style, as his poetry dearly indicates. The hemistich is one of the few examples in pre-Islamic poetry where emotion is described directly. Thus it fits in well with other characteristics of the ghazal. I3 The Divans... Loc. cit., p. 2 (No. I 3).
Line 5
The idea expressed in the fifth line constitutes a new motif, which is incompatible, moreover, with the poetics and mental attitudes of the jdhiliyya. The poet declares that all regions seem barren to him while his beloved is absent, even if they are moist and fertile (wa-ara 1-bilida idhad sakanti bi-ghaynihd/jadban wa-in kinat tutallu wa-tukfpibu). The verse indicates that the poet views his surroundings from his own individual perspective, and that he is at the same time conscious of his subjectivity and reflects upon it. The last point seems to me most important. For in realizing that the world changes according to the mood or perspective of the observer, he has lost the naive, unconscious objectivity characteristic of pre-Islamic and all early poetry. Whereas in literary periods the objective attitude is a mode of expression deliberately chosen by poets and writers, the poet of early periods has no choice. He still lives with the illusion that reality, the world around him, is as he sees it. That is why he attempts to describe it in detail and with as much precision as possible. In quitting this illusion the Arabic poet has reached a new stage of perception, which necessarily manifests itself in the poetry he creates. The relativity of time and place is often referred to by Umayyad poets. Thus Jamil says with regard to his experience of time: "The day is long when she is dwelling elsewhere, and a year in which we meet is short" (yalzilu 1-yawmu in shahatat nawdhdlwa-hawlun naltaqi flhi qa,fru).'4 It may be argued that the well-known motif of the "long night" in pre-Islamic poetry implies a similar experience. That is true, of course, but the point I am trying to make concerns the degree of consciousness reached by the poet. In the jdhilyya poets are able to describe certain phenomena, but they are not yet able to reflect upon them and to analyse their implications: The later poet's realization of his own subjectivity suggests to my mind a different stage of knowledge, which presupposes the same shift of attention or "introversion", in the original meaning of the term, referred to in connection with line 2.
A final point with regard to the fifth verse is the function of the verbal expression ard. It is employed four times in the text. Twice I have rendered it by "it seems to me"; in the two other places it does not add to the meaning, but merely indicates self-observation (line 6) or observation of a psychological situation (line 9). In all four lines the principal function appears to be the same, emphasizing the poet's subjective view. In the pre-Islamic qasfda arn/ra 'aytu is not used in this function, as far as I know. The expression occurs, as a rule, in sententious statements, and would be best translated by "I hold" or "I am of the opinion".
Line 6
In the sixth line, as in the preceding verse, a new motif is introduced by Ibn Abi Dub.kil. His assertion that he is unable to look at other women (wa-yahullu ahli bi-l-makani fa-lI ard/tarfr li-ghayriki marratan yataqallabu) would hardly fit in with the pre-Islamic poet's concept of love. After separation he seeks new pleasures, although memories of his former attachment overcome or even haunt him sometimes. The vow to remain faithful, on the other hand, is a leitmotiv of the 'Udhri-ghazal, as evidenced by the dzwdn of Jamil in many places. The notion expressed in line 6 allows of a more subtle interpretation, however. It does not only imply faithfulness, but may be understood as an allusion to the poet's total preoccupation with the beloved. The motif was developed and elaborated upon continuously by Umayyad and later Abbasid poets. 'Abbas ibn alAhnaf (d. 188/804 or 193/809) devoted a poem to it, where he describes the loss of all his perceptive faculties. Not even his tongue obeys him any more, but insists on pronouncing the beloved's name. The last verse consitutes an ingenious variation of line 6, for the poet tells us that, whenever he happens to glance at another woman, she is transformed before his eyes into the image of his beloved. 15 Thus reality has lost its power at last, and the lover's mind is dominated exclusively by his imagination.
Line 7
With the seventh line we are back again within the conventional framework of the naszb. The tale-bearer, who causes trouble between the lovers, is a familiar figure and remains so throughout medieval Arabic poetry. The pre-Islamic poet's attitude towards him is simple; he blames and curses him and complains about his plottings. As for Ibn Abi Dubakil, a more artful conduct is to be perceived. Instead of showing enmity against those who hate him, he restrains himself and keeps up friendly relations, in order to safe-guard his love-affair (wa-u,anicu 1-wishina fiki tajammulan/wa-humu calayya dhdwzi aghdaina duwwabu). His behaviour is very much at variance with the bedouin hero's code of honour, who always retaliates on equal terms. Traditional ethics have been abandoned in favour of individual moral decisions.
Line 8
The exact interpretation of line 8 presents some difficulties, although the meaning in general is clear. Whenever the wind rises from the direc-tion of the woman's dwelling, the poet is moved by it and brings it in relation to his own place of settlement (wa-tah-yu santyatu r-riyi4i min ar4ikum/wa-ard 1-janiba lahdyuhallu wa-yujnabu). Hell translates the second hemistich as a statement of fact and takes it to mean that the poet's tribe actually used to settle according to the wind blowing from the region where the beloved resides.16 This does not make sense in my opinion. I prefer to regard the verb ara as denoting the poet's subjective view. But even then two possible interpretations offer themselves. The verse may refer to the poet's wishes, i.e. he thinks that the camp-site should be chosen so as to be touched by the wind. According to the second alternative suggested by my translation, ard is regarded as merely indicating the poet's impression, similar to its meaning in line 5. When he is excited by the wind, it seems to him as if the camp-site had been chosen in a favourable place, but he knows quite well that this is not the case. Whatever the poet intended to say exactly, the basic function of the verse remains the same, emphasizing his preoccupation with the beloved, and his inclination to see all phenomena of the external world in relation to her.
Line 9
The closing line of the text contains, in a way, a heightening of the meaning expressed in line 7. There, the poet practised restraint in order to protect himself and his beloved from the tale-bearers. Now he goes a step further in proclaiming that he will love his enemies, if they should be friends of the woman and her clan (wa-arad Iladuwwa yu4ibbukum fauhibbuhu). The additional remark in the second hemistich extends the promise to everyone, whether he belongs to her tribe or not (in kdnayunsabu minki aw liyunsabu). From the point of view of bedouin society and its norms this is perhaps the most unusual statement of the poem. Tribal loyalties and preferences are set aside in favour of individual relations. The verse signifies a total rupture with the pre-Islamic system of values rarely expressed in such unequivocal terms.
In conclusion, the principal means of structuring the text will be considered briefly. The sequence of verses presents the aspect of unity and coherence, but it is not strictly determined and could be reversed in some places without major effects on the interpretation of individual lines or of In addition to the rhetorical means of structuring the poem, we observe two unifying elements on the semantic level. One of them is the factor of time to be discussed at the end of the analysis. It should be noted in advance, however, that the text, from the aspect of time, falls into two parts of unequal weight, the statement "youth has passed away" in the first line, and its antithesis, as it were, the description of the poet's unchanging love in the remaining lines. Version B somewhat obscures the issue, but does not contradict it. The second factor is the poet or "lyrical I" of the poem constantly expressing itself, instead of disappearing behind the objects of the material world, like the poet of the nrasb. In this respect the poem fully conforms in character to the cUdhri ghazal, as has been demonstrated by quotations from the Dzwdn of Jamil, the foremost representative of cUdhrf poetry. 17 In fact, the order 8, 7, 9 of the closing lines would seem more plausible. la I consented to avoid you, but I swear, in spite of avoiding you my longing remains. The two verses are further linked by a subtle play on words, the verbal opposition of "avoiding" and "longing" (atajannabulajnabu). In line 2 the subject is continued, and there is also a connection by paronomasia between lines la and 2 (suduid/asuddu). The three verses evidently belong together, as they are linked by rhetorical means and by the same motif, the poet's avoiding the beloved and the emotional conflict implied.
Lines 3, 3a, 3b
In line 3 the poet asks himself, whether he is justified in trusting in his beloved. The question is followed by memories of former meetings. 3a Verily, I saw you before this, when I was preoccupied with loving you or seeking your friendship, 3b for we were neighbours at the time, and life was easy; your words were not suspected then. The function of the short retrospect is not easy to determine with certainty. The poet may recall the woman's gracious behaviour in the past, in order to set his mind at rest and to justify his present confidence in her. On the other hand, he may remind her of her previous attitude by way of reproach. At any rate, the verses form a narrative sequence composed in the way of the pre-Islamic nasTb. In addition, we observe a number of linguistic devices for structuring the passage and for connecting it with preceding and subsequent lines. There is paronomasia between lines 2 and 3a (qurribat/aqrabulmutaqarribu), to which the verb yurqabu in line 3b may be added. A striking feature is the frequency of the morphological patterns mufaCCal/mutafaCCi(a)l/mutafa-cil, which extends to lines 4 and 5a (mu Cawwallmutayyamlmuwakkallmutaqarriblmutajdwirlmuta 'awwib mutanassab). (lines la, 3a, 3b, 7a) . However, contrary to the function of memory in the nasTb, his recollections have no significance or function in themselves. Their relevance depends exclusively on the present state of his love-affair. The future is not mentioned explicitly in the text, but it is always implied, for all statements in the imperfect tense express continuity of feeling and repetition of action and reaction. There is no opposition between human time and time in the process of nature, as in the nasTb. In its place, another antithesis is to be perceived; historical time, the transitoriness of human life, is contrasted with time as it is experienced by the "lyrical I" of the poem. As such, its movement is neither linear nor cyclical, but continuous, the unchanging flow of the lover's emotion. 23 The experience of time thus described presupposes a degree of introspection unknown to poets of the jdhilyya. It is a well-known psychological fact, which can be applied to individuals and to peoples as well, that the discovery of the world precedes the discovery of the self. The pre-Islamic poet's perception of reality, his naive objectivity, constitutes a previous stage of knowledge compared to the later poet's reflection of his own subjectivity.2" The shift of attention from the external 22 Loc. cit., p. 62, 5. 23 In a more sophisticated age the lover's experience of time is expressed directly and succinctly, as in the verse of 'Abbis ibn al-Ahnaf: "Her love is such that the heart knows nothing else besides, no "before" remains and no "thereafter" (hawihi hawan lamya'lam al-qalbu ghayrahu/laysa lahu qablu wa-laysa lahu bacdu). Loc. cit. No. 186, 3. 24 The opposition I am trying to establish, as also my use of the term "naive", comes very near to Schiller's concepts of the "naive" and the "sentimental" in his essay " Uber Universitat Saarbrucken RENATEJACOBI of perception and, as a consequence, on two modes of expression. Schiller's employment of the terms "naive" and "sentimental" is slightly ambiguous, however, and therefore sometimes misleading. On the one hand, they are absolute categories to be applied to poetry of all periods. On the other hand, they denote stages of human development; "naive" poetry in the true sense, as represented by the Homeric epics, is a stage of literature irrevocably lost. Only geniuses like Shakespeare or Goethe, who appear incongruous in their own time, may still be called "naive" poets. It is the second notion which seems to me relevant to the present discussion.
